initiated a period of forced national forgetting.' Not only were citizens supposed to forgive the violators for their crimes, but they were also asked to forget the atrocities of those years of terror. In Disappearing Acts: Spectacles of Gender and Nationalism in Argentina's "Dirty War" Diana Taylor confirms that among the concerns and emotions that ran through Argentina in 1990 as a result of the pardon were "the preoccupation with national memory and forgetting, feelings of complicity and resistance, the desire to see the forbidden and the need to reimagine community" (11) . Forgetting such acts of atrocity, however, would take more than a government mandate. In fact, is it possible to forget at all? How do individuals and a nation forget about 30,000 brothers, sisters, fathers, mothers, and children who were abducted, tortured, and permanently disappeared between 1976 and 1983? Much of Argentina's literature during the past twenty-five years has centered on the "problem" of the Dirty War. The works of novelist and playwright Griselda Gambaro are no exception. As the foremost woman writer of Argentina's stage for nearly half a century, Gambaro is a master at artistically representing the social and political climate of her homeland.2 Diana Taylor has documented the various stages of Gambaro's theater from the 1960s to the 1980s and described the progression from a theater of crisis to a drama of disappearance to a theater in which the characters finally speak out against their oppressors .3
Three plays, written during what might be called Gambaro's fourth decade of theater, will be the subject of this article. These works not only document the range of emotions in the post Dirty War period, but also suggest ways of coping with the memories. Efectos personales (1988) , Desafiar at destino (1990) and Atando cabos (1991) fit within what Jeanette Malkin calls memory-theater, in that they use monologue and retrospection to remember the memories.4 Beyond traditional memory-theater, however, these works also demonstrate the trauma involved in remembering. They document different phases in the memory process and suggest stages of grief in a traumatized nation.
There is a significant difference between these works and Gambaro's earlier works. First, while earlier plays had either predicted and foreshadowed the events of the Dirty War or documented those horrific events during the period, these plays demonstrate the aftermath of the trauma-dealing with the memories of such atrocities. Second, there is a structural difference between these and earlier works. In her theater of the sixties through the early eighties, spatial construction had scripted intense movement into the plot. For example, Information para extranjeros, Gambaro's most structurally unique play, sets the stage in a labyrinth-like building where spectators are forced to view and participate in the play by walking through the space. Other early plays, such as Los siameses, El campo, and La malasangre, highlight the opposition between inside and outside spaces, thus creating tension between characters on each side of the divide. In these three recent plays, however, there is no movement. Ironically, Gambaro establishes a metaphor of thwarted or frustrated travel. The stage is set on a train platform or in a ship, but travel is disrupted from the outset. The only voyage that Gambaro's characters embark on is an "odyssey of memory" or an "odyssey through memory;' where, like James Joyce's characters in Ulysses, they work through their memories in order to come to terms with the past (Rickard 13 ).
Gambaro's metaphor of thwarted or frustrated travel allows the reader to focus on the talking. As her protagonists literally try 2 Studies in 20th & 21st Century Literature, Vol. 28, Iss. 2 [2004] , Art. 4 https://newprairiepress.org/sttcl/vol28/iss2/4 DOI: 10.4148/2334-4415.1582 to move on, be it by train or by boat, they work through their memories. In this way, Gambaro remembers the events of the Dirty War years, projects the national climate in Argentina after that War, during the late 1980s and early 1990s, and demonstrates the personal trauma surrounding the remembering or forgetting of the events. These plays become testimonies of those years of terror, they document the trauma resulting from those events on both the personal and national levels, and they propose coping strategies for the Argentine citizen, possible ways to move on after such trauma.
In the introduction to their 1998 study, The Ends of Performance, Peggy Phelan and Jill Lane affirm that the dramatization of the past in the present is a Freudian act. "The retrospective account," they state, "reinterprets the past in such a way that what has been repressed by the unconscious can be joined with consciousness" (6). They also propose:
Freud understood that curing the traumatic symptom required a lot of talking afterward. The talking after often means "talking over" and in that performance one might be able to discern what consciousness overlooked during the event's unfolding. This talking after and talking over is where the curative interpretation occurs. (7) Efectos personales 'Personal Belongings, Personal Impressions, Personal Effects' (1988) 20th & 21st Century Literature, Vol. 28, Iss. 2 [2004] , Art. 4 https://newprairiepress.org/sttcl/vol28/iss2/4 DOI: 10.4148/2334-4415.1582 hoped, he stuffs them back into the suitcases in a disorganized fashion.
There is one suitcase, however, that continues to haunt him. It is extremely important to him, yet he cannot bring himself to open it. He has totally repressed its contents, the memories it contains. As Freud suggests, though, "the forgotten memories were not lost. They were in the patient's possession and were ready to emerge in association to what was still known by him; but there was some force that prevented them from becoming conscious and compelled them to remain unconscious" (21) . The repression of a subject's memories is directly related to the painfulness of the experience that caused the memory. Repression occurs when the event of the past is, in Freud's words, "in sharp contrast to the subject's other wishes" and is "incompatible with the ethical and aesthetic standards of his personality" (22). The presence of the memory causes a high degree of mental pain, thus the ethical and aesthetic standards of the subject repress the memories to avoid the pain.
The pain the protagonist is trying to avoid becomes apparent in his monologue. Fragments of the repressed memories emerge in this talking through, where the "personal belongings" in his suitcases are transformed into his "personal impressions" of the trauma that he and his fellow citizens suffered during the Dirty War. His broken violin string reminds him of the moment of trauma, when, during his concert, some men entered, disrupted the concert, followed him and destroyed his hope of meeting the pretty little girl in the first row. He reflects:
Yo tocaba y ellos conversaban, tosfan, se removf an en las sillas, y algunos entraban tarde, pum, pum, pum, como si tuvieran botas, paso de ganso, ieso hacian! (RIe) iA quien se le ocurre? iVenir a parar a este pueblo de mala muerte? Pero en la primera fila alguien me escuchaba, una piba tan hermosa. . . . La perdi de vista, los perros me siguieron. iQue tenes adentro? Decime.
I was playing and they were conversing, coughing, moving around in their chairs, and some were entering late, pum, pum, pum, as if they were wearing boots, the goose step, that's what they were doing. ( (11) . The play on the words "rapto" and "rato" indicates that this repressed memory is both personal and political. Personally, it reflects the individual pain of the memories-he cannot confront them yet, they are too painful, hence his amnesia or repression-while politically, it refers to the institutionalized attempt to erase the past through the pardoning of the military leaders, the national amnesia soon to be called for by Menem. The government's attempt to abduct and erase national memory in the late eighties and early nineties is parallel to the military's abduction and erasure of thousands of compatriots during the Dirty War. But for this man, the train will not come until memory is confronted. He cannot move on until he remembers. As Freud affirms, for recovery to be possible the symptom must be led back along the same paths and once more turned into the repressed idea. If what was repressed is brought back again into conscious mental activity, the resulting psychical conflict, which the patient had tried to avoid, can reach a better outcome than was offered by repression. (26) 6 Studies in 20th & 21st Century Literature, Vol. 28, Iss. 2 [2004] When the protagonist reads the newspaper, however, he becomes disgusted, because he realizes it is all fabrication.
(Abre el diario, lee, protesta) "iQu6 es esto? iIncreible!" (Da vuelta la pagina) "iVamos! iQue me quieren hacer creer? iSoy idiota?" (Da la vuelta las pciginas, se indigna cada vez mcfs. Cierra el diario, furioso) "iMierda! 'Pura mierda!" (He opens the newspaper, reads, protests.) "What is this? Incredible!" (He turns the page.) "Get out! What do they want to make me believe? Do they think I'm an idiot?" (He turns the pages and becomes even more indignant. He closes the paper furiously.) "Bullshit! Pure bullshit!" (23) He knows the reality yet he sees how the authorities continually reinvent it.
After selling the newspaper to a man who is peeking over the wall, he sees that the man has the same reaction to the contents of the paper. They both react to the official story they are forced to confront. (13) . When the shipwreck occurs, Martin rushes to save them, to look for the lifeboat so they might get to shore. For Elisa, however, the shipwreck reminds her of her daughter's death and provokes a deluge of memories about which Elisa cannot and will not stop talking. Elisa's daughter, it seems, had been abducted and possibly pushed from a helicopter into the sea. Diana Taylor con-firms that during the Dirty War the military "threw the live but drugged, naked bodies of the 'disappeared' into the sea" (16 Elisa tries to imagine the past, and her present situation helps her to do so. As she looks at the fish jump in and out of the water, she imagines her daughter as she was pushed to her death. She is sadly searching for a truth that she knows she will never fully understand, yet she continues the search by trying to combine imagi-
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On the other hand, Martin has no imagination, and, if he has a memory of the past, it is completely "passivist" ." Elisa accuses Martin of never having imagined anything. She warns, "Usted nunca imagino nada" 'You never imagined anything' (24) I don't need to imagine. I made the history/story, the big one and the little one. All the histories/stories that you tell, I made them. And those who make history/the story are the only ones who are free and can praise ourselves. We have no need for absolution. (24) Martin's personal, self-centered view of history and the stories about it allows him to absolve himself of all guilt over his involvement in the Dirty War. In Atando cabos Elisa is talking through the past in the hope of finding a cure. As she tries to exorcise her nightmares ("Es mi manera de exorcisar las pesadillas" 'It is my way of exorcising my nightmares' [14] ), she asks herself whether history demands an absurd and miserable reconciliation with the past (25). She admits that she did not want to travel because she feared that her worst nightmare might be realized; she might have to sit alongside the enemy. She There is no resolution for Elisa's memories; however, through the verbal expression of her wrath she finds catharsis. She recognizes the past and her incapacity to move beyond it and sees that her only hope of moving forward lies in her excessive talking, a speech filled with wrath about the tragedy." She says to Martin, "Algo hare para que no deje de verme. iVerborragica, dijo? Hablare tanto que lo inundare con mi memoria, y no podra respirar, y se ahogard en tierra, en el naufragio." 'I'll do something so that you never stop seeing me. Hysterical you say? I will speak so much that I will drown you in my memory and you won't be able to breathe and you will suffocate on earth, in the shipwreck' (26)." Despite Martin's assertion that she and others like her will not change the world, she warns that he will never succeed in erasing her memory and that her memory will haunt him.
Elisa's wrathful conversation with Martin is necessary in order for her to come to terms with the trauma of the Dirty War. She reflects on what happened, begins to recognize her own feelings regarding the events, and expresses her rage toward the perpetrators. As Bakhtin suggests, one's thoughts cannot become clear until they find precise verbal formulation and until they have been converted into a scientific work that engages the subject's At the same time, Elisa and Martin are more than just individual characters in Atando cabos; they symbolize two significant groups in post Dirty War Argentina: those who lost loved ones and those who were the military perpetrators. Demonstrating two strongly opposing sentiments in post Dirty War Argentina, Gambaro uses Martin and Elisa to show the psychological dichotomy of her nation at the end of the twentieth century. In his critique of Freud, Bakhtin confirms that society, rather than individuals, most often dictates verbal reactions, and he asserts that social milieu determines and controls verbal reactions through-
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Studies in 20th & 21st Century Literature, Vol. 28, Iss. 2 [2004] In each of these plays, Gambaro establishes a metaphor of travel, has her characters on the verge of moving on, but then impedes them from literally doing so because they have not yet fully come to terms with their memories. Rather than travel, Gambaro's characters experience an "odyssey through memory" in "which characters and readers struggle to come to terms with the past in order to move toward the resolution of the desire for closure" (Rickard 13 initiating "processes of remembrance through practices of repetition, conflation, regression, recurrent scenes, involuntary voice, echoing, overlap, and simultaneity" (8). These Gambaran plays bring memory to the forefront and highlight the stagnation or repression of memories. At the same time, they show the process of trying to remember a painful past in an effort to move forward. 
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